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Abstract 
This study has two chief purposes. Firstly, to introduce the Madurese Batik from Indonesia which has not yet 
been widely studied, and secondly, to show the acculturation of the Chinese culture in the motif of Madurese 
Batik. Research method employed in this study was descriptive qualitative, because our topic involves cultural 
and humanity sciences. The writers interview batik makers from the towns of Pamekasan, Tanjung Bumi, 
Sumenep, and Sampang, as research informants. We take two batik makers as representatives of each town. The 
four towns are selected because those towns are the centers of batik in Madura. To crosscheck the information 
obtained from the batik makers, also interview two collectors of Madurese batik who have good knowledge of 
Madurese batik. The data from the interviews and the photographic documentation of Madurese batiks are sorted 
and then analyzed by relating them to the theories about Madurese culture, acculturation process, and Chinese 
culture. The discussions and conclusions of the analyses correspond with the hypotheses proposed at the 
beginning of the study, which states that there are acculturations of the symbols on Madurese Batik motifs, 
which can be seen in the paintings of phoenix, butterfly, fish, bamboo trees on the batik, and that the 
acculturation process occurs naturally without conscious knowledge of the Madurese. 
Keywords: acculturation, Madurese batik, motif, Chinese culture symbols 
1. Introduction 
Batik is a very valuable cultural product of Indonesia. All the more, in 2009 the United Nations has decreed that 
Indonesian batik is a cultural heritage which should be preserved. The UNESCO (United Nations Educational, 
Scientific and Cultural Organization) has included batik in world cultural heritage. The decree is really 
significant for Indonesian nationalists. The Indonesian Government has worked hard to gain this 
acknowledgement, and has struggled to protect batik from motif thefts by other nations. At present the 
government has also obtained the copyrights of 300 Indonesian batik designs. Most of these copyrights were 
obtained after 2007. Thus, it is quite appropriate for us as Indonesian citizens to study Madurese batik motifs and 
present the study in international journals with the hope of introducing Madurese batik motifs to more people. 
Why do we study the acculturation of Chinese culture in Madurese batik? The answer is because both Indonesia 
and China have batik crafts and both crafts have a long history. The Overseas Chinese Affairs Office of the State 
Council (2007) states that Chinese motif cloth printing and batik is a traditional technology product of the 
Chinese people. Chinese art craft has a very long history (p. 204 & 186). Gǔ (2014) also states that Chinese batik 
craft has existed in China since the time of Xià 夏 dynasty (21 BC-16 BC), Shāng 商 dynasty (16 BC-11 BC), 
and Zhōu 周 dynasty (11 BC-221 AD), and reaches its peak in the Táng 唐 dynasty. During the Sòng 宋 dynasty, 
batik making in China dropped greatly because of the long time it took for the coloring process and the color 
produced was mono color. Batik making still survives in southwest and central China which is the dwelling place 
of ethnic minorities in China (pp. 1-3). The ethnic minorities have high skills in handycrafts including batik 
making (Hán, 2002, p. 32). From this background we make the hypothesis that the motif of Chinese batik 
significantly influences the motif of Indonesian batik. 
Concerning the history of Indonesian batik, Batik Market (2015) reports that batik has been known in Indonesia 
since the seventeenth century, when batik was painted on palm leaves. The batik motif at that time were mostly 
paintings of animals and plants. On further developments, abstract motifs were added such as cloud motif, 
temple reliefs, Javanese puppets, and so on. Then, by combining the painting style with cloth decorating, 
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emerged the hand painted batik that is known today. The motif of hand painted batik usually contains the 
philosophy of each region from where the batik comes. Formerly batik was only made within the palace 
community and was worn only by the royal family and the court people. Because many of the court people lived 
outside the palace, they brought batik art out of the palace and then they also made batik in their own places. 
Today, batik is worn by the public (http://www.batikmarkets.com/cara_membuat_batik.php). 
The term “batik” comes from the word “hamba-tik” which means ‘titik’. This titik motif is the oldest batik motif 
(Samsi, 2011, p. 3). The tools needed in batik painting are mori cloth (made of silk, cotton, or polyester mix); 
pencil (for drawing the design); canting made of metal (bronze, brass, or zinc) with a mouth (which is used for 
scooping hot melted wax); wax for covering the painting on the cloth; dye; a pan; a small stove for heating the 
wax; gawangan (for hanging the cloth). The procedure of making hand painted batik as outlined by Batik Market 
(2015) includes three steps. The first step is drawing the design of the motif on mori cloth with a pencil. The 
second step is using canting which has been filled with hot melted wax to cover the design. When the wax has 
dried, the cloth is dipped into a dye solution, the part of the cloth which has been covered by the wax will not be 
affected by the dye solution. The third step is nglorot, in which the cloth which has changed color is boiled to 
take off the wax from the cloth so that the motif which has been drawn on the cloth is seen more clearly. The 
dipping in a dye solution will not change the color of the part of the cloth where the motif is drawn since it is 
covered by a thin layer of wax (the wax does not wear off entirely). A batik that is made by this process is called 
hand painted batik. Besides hand painted batik there is also printed batik. Both hand painted batik dan printed 
batik use hot melted wax. The difference lies in the way of putting the wax on the cloth: in printed batik the wax 
was stamped on the cloth, while in hand painted batik the wax was drawn on the cloth using canting. (Batik 
Market, Tuesday, April 14, 2015 http://www.batikmarkets.com/cara_membuat_batik.php). 
The hypothesis that there has been an acculturation of Chinese culture in the motif of Madurese batik in the form 
of religious symbols is based on the fact that Chinese culture has entered Indonesia since year 1172, especially 
during the reign of King Sriwijaya. This is confirmed by Kǒng (1999) who stated that in year 1172 King 
Sriwijaya ordered roof tiles from the government of the Sòng 宋 dynasty (p. 349). Then the entrance of Chinese 
immigrants to Indonesia several centuries ago has also made a great impact. These Chinese immigrants bring 
forth the peranakan (descendant) culture which is the fusion of two cultures namely the Chinese culture and the 
local culture to form a new culture which is called peranakan (descendant) culture. This descendant culture has 
reached all realms in Indonesian community, among others, fashion (kebaya/Javanese blouse, batik, shoes, and 
so on), culinary (soto, kecap, kue tok, lumpia, and so on), daily expressions and daily habits. If we trace back the 
descendant culture, we see clearly that the culture has developed within the community of the descendants of the 
Chinese immigrants and is different from the original foreign culture and also from the local culture. Thus the 
cultural acculturation in batik motif is an interesting topic to be studied. 
We select Madurese batik as our research topic because in comparison to the Javanese communities in general, 
the Madurese are known to have a unique culture and character. The acculturation in their culture has occured 
since the sixteenth century as can be seen in the variety of keris (Javanese traditional knife) decorations, ladies’ 
jewelry such as bracelet, binggel/gold ring worn around the ankle, pending/pin, and so on; daily utensils 
(cooking pan, ladle, tray, and so on); stone carving (tomb stone, statue, roof decoration); wood carving (bed, ship 
decoration, furniture) (Sunaryo, 2009). Wiryoprawiro (1986) states that Madura has a comparably large number 
of Chinese citizens, which was officially recorded in history in the eighteenth century after the Pecinan riot in 
Surakarta, when a large group of Chinese people arrived in Madura from Java. One of them was Lauw Koen 
Thing family who were skilled in construction building. Later they were trusted by the local dignitaries to 
perform works according to their skill. The results among others were the building of Sumenep Palace (1764) 
and Sumenep Grand Mosque (1781), which was built by Lauw Pia Ngo, the grandson of Lauw Koen Thing (pp. 
32-35). 
The urgency of this study lies on the fact that there are still very few studies on Madurese batik. The more 
popular topics of batik studies are about batik from the towns of Central Java, such as Yogyakarta, Solo, Cirebon, 
and so on. Besides, there has been a study on the acculturation of Javanese culture, European culture, and 
Chinese culture on Madurese community, performed by Tulistyantoro (2009). These backgrounds encourage us 
to make a study on the Madurese batik, especially the acculturation of Chinese culture in the motif of Madurese 
batik. It has been widely known that China is rich with symbols with high philosophical values.  
As presented by Setyorini et al. (2013), batik-making business has given a considerable contribution to medium 
business trade. Thus, studies on batik are worthy to be developed more widely. Moreover, at present we have the 
Association of Central Java batik and Southern Java batik such as Yayasan Batik Indonesia (Indonesian Batik 


















































t the data ana
f cultural accu






 uses the qua
ulturation wh
her and the s
ng the interv
in the journa





s raw data. T
ns of problem
to the theorie







rs we find th
 in the town i
























rded and the 
his raw data
 and put that






 the Symbols o
 lies about 12
at batik with d
s open to othe
 shop of an i
mes significa
ration to occu
e 1. Modern P




w that the acc




 1993, pp. 26
legance. It is q
ch and descri
 the scope of s
ants so that 
proach is sim
 “The Downf





 is sorted an
 data in a sep
een proposed 




f the Chinese 




























is put into te
d then we se
arate file. Ou
previously. W
ilar way as th
y the Younger
earlier which
f the towns o
Culture on Pa
e capital of E
s made when 
ecially the Ch
s batik is orde









 1993, p. 101)
hich symboli
g to study the
, because it s
A qualitative 
s will feel at 




y of the data 
dge of the cha
xt consisting 
lect the data
r next step is
e analyze the












t says the fan
 regions (p. 2
nfluences the

















 that can be 
 to analyze th
 data by givin
he journal of K
ic in Indonesi








o, 2015, p. 4)
 motif symbo
Vol. 12, No. 4;
2, 28). Our s
 motif of the 







































































































. The fish mo
d). Figure 3 
take from bati
tures are not 
efore, the pain
 batik with “th
draw





This also fits 
e 2 is a photo
ure 2. Pameka
akers do not 
de the philoso









k makers in P















vity of the pa






















h fan and reng
sophy when 
s in their bat
inter or acco
k when they p
n batik are bir
kers have the
ey draw butter
re usually not 
d dot isen (i
he motifs of 
ile we are mak
ause of the pr
atik are not th
 is Pame
a Batik T








rding to the w
articipate in b
d, per-keper (
 the habit of n
flies, they onl
large and som











 the bamboo 














raw a living c
eal ones. 
ith “the Dawn








of fan and bam
ly in batik-ma





tlines or they 




reature on a 
 
” motif and th
cocks 
 

















































f birds motif i
al batik. This 
atik, it has the
rs, then the m
rd”. This show
san batik we a
amekasan bati
(Lines)
re 4 we find th
lso see the dr
otif. While in
he basic mo
otif is even 
, is used in the
culturation. T
en a pair of lo
utterflies) mo










otif is called “
s that there is


























ar to the batik













lture is well a
ch is popularly
san batik also











n in Figure 3 
 from other pl
orning or the z
he bird’s tail i
on of Chinese
Bem-ombek (W
n batik with “O
urves) motif
n batik with v














y motif as dec
tik with variou
is called Faja
aces such as S
eal for life. In
s not spread, t






ttern. In the P
of birds in Pa
tif we can fin
en represent p
the Per-Kepe
tif and in cere















 Figure 3, if t




















Vol. 12, No. 4;
 (the dawn) w
dramayu. Be











h means a pa


























































 used isens a
hicken feathe
en from plant
Figure 8 we c
if in Madura i
d buketan, is 
 a lot of varia
Figu







tern is the stru
 isen characte
re cecek (do
rs, and so on
s or nature aro
an see the exa
Asian









 base modern 
med kelengan
 Modern Pame
 pattern, and m
cture of the dr
ristic, from t
t), rawan (lin






 here. The Ma
 shows mode
 
an batik with 
strong colors 










e type and the
 















t the theme o
 elegance of t
 form of bouq










e fill in batik 
f is the most d
nt (1) and (2
n, okel (curv
f the isen of P
he isen determ
Vol. 12, No. 4;

































ves until the 
used in the ma








n of classical P
F
 others liris, 
pur, buketan, 
maker. If one 
sens such as S
Dutch which 
 all the world.
eauty which f
ety is represen








d into garis b
Figure 10
otifs with fish
g, 1993, p. 24















because it is 



















ne who sees i
d geometrical
he life in the w
. This motif st
beautiful and
ouples, which
 batik with Sek
stomers who 
temporary m




ing is also po
ation which o
ar isen of mod
asan batik 
agad, and so 
 so on. Some
, the batik wil
on in Java, wh
omes from Ja
ariety, both in
t (Wolody & C







do not like th
otifs. In conte















op in the eigh
atik with Sek
 true love to e
if 
e motifs of cl
mporary mot
e colors are u
tifs 
ng symbolizes
d as batik m
 the conscious




otif is based o
ording to the 
es world map
 means the w
d in all the w
. 80). Sekar J































































e fish is dra
 Besides fish,
ully, we will s
western heav
ted according
th one leg lifte
. The similarit
from the interv








we can see th
ure 13. Classi
e has been an 






 there is also h
ee that one o
en for the sou
 to Chinese p






oom to the br
are of the brid







 are quite flex
Asian
e fish motif in
 motif of mo
e fish motif i
pward. The 
eron in the m
f the heron’s l









e in the futur
e, Per-Keper
 true love of 
ng is a kind o
s of Pamekas
 











eg is lifted w
erson (Willia
th one leg lif
aint the heron
 










f ladle used f
an batik with
bet Manik, To
 culture in Pa
ly, and dragon
 suit their cus
d in Chinese 
an batik and 
atik is painted
ol is painted 
ese batik, wh
hich in the Ch
ms, 1993, pp.
ted. The hero
 according to 
n and the mod
d that they ma
ly have philos
l motifs such 
 only used in
hilosophical 
 symbolizes t





























ed rice from t
, Tong Centon
nd Melate Set
, both in colo
e coloring of
If the custom
Vol. 12, No. 4;
 which symbo
, while in Ch
present increa
s a long life. I
is the symbol
gure 12 show
an batik is al
inting. 
n batik with h
out thinking o
ngs, such as S










r and motif, w
 modern batik






















































 to legend, in 
and windows 





ds go to sea 
sed by the M
atik makers ar
ho is willing 








g the bird mot
’s tail does no
Tanjung Bum
otifs, as show
h a red color, 
 the Chinese b
ancient China 
of a house w
 leave the vill
sides, they also
 the Chinese C
umi lies abou
ows that Tanj




lling to make 
men, however







 14. The phot
ifs in Madure
t spread, then 
i batiks are m
n in Figure 15
Asian





 believe that r
ulture on Tanj
t 50 km from 




 on both sides
batik with an 
 the batik mot
 research infor







it is a peacoc
ostly of bird
 and 16.  
 Social Science
208 




n the Chinese 
ed color symb
ung Bumi Bat
the town of B
 coastal town 
e time to mak
ative Econom
ried and youn
 of the cloth, t
unknown or n




 of Tanjung Bu









h liked to scar






e batik. This 
y of the Repu
g ones (p. 41)
he inside and 
ew motif. Tan
 are mostly p
is, he can not
 take when we
 









 tail spreads, 
 are also bat
tiks with brigh
er, and it driv
e the village p
animal did no
d color can b
and courage (W
Madura. The 





jung Bumi is 
ainting of bird
 tell the reason







then it is a ph
iks with butte
Vol. 12, No. 4;
t red color. R
es away cala
eople. Howev







 is difficult to
 is also difficu
a coastal town
s, not of fish, 
. Figure 14 sh
wo batik make
al batik motif





















































lay in the fact
san batik was 
t of our study
in color, whil
re varied and






not tell the rea




 that in Tanjun
not so intricat
 (9) who says
e Pamekasan b
 its motif does
umi batik ther







 has been an 






e as the motif
 that the moti
atik has been
 not follow the








 also batiks w
acculturation o
eron does not






 the motif wa
 of Tanjung B
f and color of
 impregnated 
 strict rule as 
 or banji mot
 









i batik use pl
s stronger and












o legs, but lif
 chicken moti
 motif 
 have been s
ant and anima
 the color was
ore specific c
i batik is diff
rom outside it
i batik.  
ived from Ch
 motif 
Vol. 12, No. 4;
fs. The heron 
g Bumi batik




 thicker. The m
ause was give
erent because





































rese call the 
s the symbol o
n, while in rea
eaning from 
by Hinduist, 


















f luck, while 







 this batik. 
igure 19. Clas
mi batik is ba
























sed on its patt
























 Bumi batik w
ern, isen, and 
kar (root ram











an be seen in















 Bumi batik w
(whitish) ise
 Bumi batik w
i (jasmine flow
s isens and ma
p batik we a
 Figure 21. T
by many peo
, which gives 










 half moon, an
 








Vol. 12, No. 4;
ple, including
it a dark (nega
Sanskrit has a
. This symbo
ated to Asia, 
g of the twen
th the paintin
d wife. Figur
 topa, jung dr
ramok), bulu a
 so on. The 












































le, they will c
ill be done by
hose of other
he blue color 
r is made from
 in Sumenep 




















 as shown in F
ows. The for
rs in Indonesi
). It also cau
Asian
nic like to or
,- The colorin
hoenix motif i




, dark brown c
21. Sumenep b
ract contempo










g is natural co
n the tail. Bat
rist from Chin
s. The charac
ference is in 
es, greenish br






he form seen i
enep batik w
 







ik makers in 
a wants to pa
teristics of Su
coloring, Sum






a local story o
86) says that 
Island in the 
le whose craf
 to use karap
round and flo
es which are b
Sumenep are 













t is wood carv
an sapi (cow 







 leaves of jati 
color is made 
nep are not in
ch as karapan
amous for its 
enep is also 





























p batik we can




, in Sumenep 
). 
enep batik is 
umenep batik












































th motifs of na
 
oo motifs. Th

































































he motifs of S
to other Madu
re 27 shows th
porary motif
otifs of Sume








s in Sumenep 
Figure 2
nep batik are
batik are in t




 are more attu
mely Sekar Ja





he form of fis
o on. The isen












e design and a
atik with cont
 
 the ones in P
h scales, gadu
 motifs in Su
n motifs of Su
lower motifs



















Vol. 12, No. 4;































 batik and Ta
ver the cloth, 
from nature, s
ati trees and j
s with chemic









e isen motifs 
njung Bumi b
it is broken so































ep batik with 
lower isen mo
 with fish scal
atik with vari
 
atik is more 
n isen is mad
raw thin irreg



















e in this way:










n motif and p
motif
s 
t so dense as




 the motif and












 the isen moti














ct of Sampang 
wikipedia.org/



















ed by new bat
s and colorfu
 coastal region














e are also Car
s. In Figure 31
Asian
ulture in Samp
 km from Sur
en_Sampang#





 have also be
not experienc






 Cena motif w










i batiks still 
en impregnate
e much innova
n in its motif
ng batik in th
cock motif 
ical batik with
hich is taken 
e photograph 
ital of East Ja
asan, Tanjung
k collector we
e a little diffe
have been imp
retain their rul
d by outside e
tion so they a
s. We find tha
e form of phoe
Phoenix mo
Phoenix mo
 various bird m
from pacar ci
of Sampang b
va Province.  
 Bumi, and S
 interview sta













atik with Car 






at the rules ar










































tik with sruni 
he isen in Sa
flower), raw























 can see the ex
 Social Science
216 
    Isen bhan
m flower) mot








 batik is diffe













n is painted in
























p batik or Tan

































g we also fin
ophical mean




in bin yin spe





ifs are also fou









ing of the bam
give up. The 
e joy of a you
e love betwee
 us of the Chin
lling Liángsh
the motifs of S





































 motif in the 
k with flower
h as bamboo, 
s has been giv
meaning of se
ile per-keper
om and the br







g others sea c
s that the Ma
ng gadung (g
in Sumen








ide for as long
e love betwee
与祝英台. Th















, to advice th
 also been exp
se term for kup
 as they live. 
n a pair of lov
is proves that




 like crab and 
like bird moti




















































g batik we als
al isens. The 

















 in the form o










f this batik is 
the beauty and












batik with sea 
inese culture i
given in Figu
 elegance of 
mpang batik i
bined with lo











n the form of 
re 37. The bir
a girl in the C
 
n the form of p




n the form of d

















 as fan, jung 
Vol. 12, No. 4;
 accompanied
 is not Indon
. While the is
ned with local
e can also fin
. (Figure 38)
hinese letters 
n there is also
ly pasted on d















































ll detect the p
cal meanings,
e in painting m
 own creativit
g the price of 
if and the colo
carried out. Co
nced by the te
be more expen
his. So the pri











































 and their ma





d by foreign c
Asian
 fan motif and
s) isen  
kembang mela
er) motif 








 the process t
k can reach ar
d on the batik
 Acculturatio
ws with the 




, such as the 
e main motif
do not care m




e cause of the














us motifs of M
me of Sampa
tiks do not ha
 can paint the
se batik but w
ubstance used
e is usually m
, if the cloth is
akes a longer 
ound Rp. 2.00
, and the quali
n of the Sym
research subje
at they paint 




 is from Chin
uch about the
ore free. On 












ve names nor 
 modern moti
ith all Indones
 for coloring a
ore expensive
 painted on bo
time, which ca
0.000. Other 
ty of the cloth


































tif. Thus, the 
se culture lies
ns of Chinese
, and bright c
ile the backg
f the batik, co
, in classical 
from their anc
s are among 
tif, and tong-c
thers, since ye
 When the Su
Sumo and his
















 times the colo




e in the Mot
 from Pamek
 of its philoso
determinant f
 in the relation
 origin, they p
olors. This ca


































www.ccsenet.org/ass Asian Social Science Vol. 12, No. 4; 2016 
220 
 
whose name was Lauw Pia Ngo. Since then wood carvings with Chinese characteristics flourished in Sumenep. 
(pp. 158-159). Thus the acculturation process has taken place since a long time ago, therefore we find many 
motifs of Madurese batik with Chinese symbols such as phoenix, butterfly, bamboo, heron, fish. 
Koentjaraningrat also states that acculturation in Indonesian culture has taken place since ancient times (1990, p. 
248-249). The acculturation of European culture in Indonesia has occured since the entrance of VOC to 
Indonesia. Thus, the acculturation, both of European culture and Chinese culture has occured naturally since 
acient time up to the present time in the Madurese community. 
The acculturation of the Chinese culture in Madurese batik occurs naturally because both the Madurese and the 
Chinese have the same preferences, both like the Figure of bird, butterfly, and bamboo. The Madurese and 
Indonesians of Chinese origin consider a pair of butterflies as the symbol of a pair of lovers. The acculturation of 
the phoenix motif is supported by the fact that the Madurese also like the Figure of birds, that is why many of 
their batik motifs have the Figure of birds. When the bird’s tail is not spread, it becomes peacock motif, when the 
bird’s tail spreads beautifully, it becomes phoenix motif. This acculturation process is also strengthened by the 
openness of Madurese batik makers in developing the motifs of their batiks. They allow customers, including 
foreign ones, to create their own motifs, or to order motifs according to their own wishes, and even to paint the 
motifs themselves, and after that the batik makers will do the coloring process. 
5. Conclusions 
After observing the motifs of Madurese batik from the towns of Pamekasan, Tanjung Bumi, Sumenep, and 
Sampang, and analyzing the information obtained from the interviews with batik makers and batik collectors, we 
conclude that there is much acculturation of the Chinese culture in the motifs of Madurese batik. This 
acculturation process has occured since ancient times and does not only touch batik making, but also influences 
other fields including architecture and building ornaments. The batik motifs which have experienced 
acculturation are mostly plant and animal motifs. The plant motifs which are adopted into the motif of Madurese 
batik among others is the bamboo tree, because both the Madurese and the Chinese believe that the bamboo tree 
can live in any season, thus giving us example to do likewise. The animal motifs which have been adopted are 
among others butterfly, phoenix, fish, and heron. 
Concerning the animal motifs adopted from the Chinese culture, both the Chinese and the Madurese consider 
that these animals symbolize positive things. The Chinese and the Madurese believe that per-keper or a pair of 
butterflies motif symbolizes the true love between a pair of lovers. The Chinese consider the phoenix motif as 
the symbol of a girl’s beauty and elegance, while the Madurese like birds, especially in Sumenep which is 
famous for its forest chickens. Thus we find the phoenix in the motif of Madurese batik. The fish motif in the 
Chinese community symbolizes abundant food, while the Madurese like the Figure of fish because many 
Madurese husbands work as fishermen. The heron with one leg uplifted is taken as such by the Madurese from 
the Chinese motif. 
The panji (swastika) isen motif which symbolizes a balanced life also indicates an acculturation of Chinese 
culture in Madurese batik. 
Acknowledgements 
We would like to express our gratitude to Direktorat Jenderal Pendidikan Tinggi (Directorate General of Higher 
Education in Indonesia) for the moral and financial support given to us so that we can perform this study 
smoothly and sucessfully, and can publish it in an international journal. 
References 
Batik Market. (2015). Retrieved from http://www.batikmarkets.com/cara_membuat_batik.php 
Chinese Encyclopedia Online. Retrieved from http://ap6.pccu.edu.tw/Encyclopedia_media/main-h.asp?id=5461 
Fadilah, N. (2010). Karakteristik Batik Madura antara Kabupaten Bangkalan danPamekasan (Unpublished 
article). Strata 1Program State University Malang.  
Gǔ, J. Sh. (2014). Zhōngguō làrán yìshù de lìshǐ (I). Retrieved from http://www.laomiaoren.com/bbs/upload/ 
article-7-2.html 
Hán, J, T. (2002). Zhōnghuá wénhuà. Běijīng: Běijīng yǔyán dàxué chūbǎnshè. 
Karsono, O. M. F. (2014). Chinese Language an Identity Viewed by the Younger Chinese Ethnics in Indonesia. 
Journal of Language and Literature, 5(2), 5-10. http://dx.doi.org/10.7813/jll.2014/5-2/1 
Karsono, O. M. F. (2015). Batik Madura dan Budaya Tionghoa. Surabaya: Perwira Media Nusantara. Kamus 
www.ccsenet.org/ass Asian Social Science Vol. 12, No. 4; 2016 
221 
 
Besar Bahasa Indonesia. Retrieved from http://kbbi.web.id/lengkap 
Karsono, O. M. F., & Suprapto, W. (2014). The Downfall of Chinese Family Businesses in East Java, Indonesia. 
International Journal of Academic Research: Part B, 6(6), 298-304. http://dx.doi.org/10.7813/2075-4124. 
2014/6-6/B.46 
Koentjaraningrat. (1990). Pengantar Ilmu Antropologi. Jakarta: Rineka Cipta. 
Kong, Y. Zh. (1999). Silang Budaya Tiongkok Indonesia. Jakarta: PT Bhuana Ilmu Populer. 
Minister of Tourism and Creative Economy Republic of Indonesia. (2009). Indonesian Batik from Tradition to 
Global Trend. Jakarta: Minister of Tourism and Creative Economy Republic of Indonesia. 
Ong, H. T. (1993). Chinese Animal Simbolisms. Malaysia: Pelanduk Publications. 
Prasetyo, S. (2014). Lambang Swastika Tak Selalu Gelap. Jurnal Bumi. Retrieved from https://jurnalbumi. 
wordpress.com/2014/11/03/lambang-swastika-tak- selalu-gelap/ 
Samsi, S. S. (2011). Techniques, Motifs & Patterns Batik Yogya & Solo. Solo:YayasanTitian Masa Depan. 
Setyorini, Ch. T., Pinasti, M., & Rokhayati, H. (2013). Strengthening the Internal Factors of Batik Cluster SMEs 
in Indonesia: A Case of Six Districts in South - Central Java. International Journal of Business, Humanities 
and Technology, 3(1), 22. 
Sunaryo, A. (2009). Ornamen Nusantara. Semarang, Dahara Prize. 
The Overseas Chinese Affairs Office of the State Council. (2007). Zhōngguó wénhuà chángshí. Běijīng: Wàiyǔ 
jiàoxué yu yánjiū chūbǎnshè. 
Tulistyantoro, L. (2009). The Acculturation of Foreign Cultures on Ranjang Madura. Paper presented at the 
seminar of Maranatha University. Bandung. 
Wáng, E. L. (2012). Tègǎo: Màntán Hóngsè Wénhuà. Retrieved from http://www.crt.com.cn/news2007/news/ 
2012HSWH/12111230483I5787G6DDCFIB4A3A5E.html 
Williams, C. A. S. (1993). Chinese Symbolism and Art Motifs (3rd ed.). Tokyo: Charles Turtle Company. 
Wiryoprawiro, Z. M. (1986). Arsitektur Tradisional Madura Sumenep. Surabaya, Laboratorium Arsitektur 
Tradisional FTSP ITS. 
Wolody, Sh., & Chain, Ng. W. (2004). The Book of Batik Fiona Kerlogue. Singapore: Archipelago Press. 




Copyright for this article is retained by the author(s), with first publication rights granted to the journal. 
This is an open-access article distributed under the terms and conditions of the Creative Commons Attribution 
license (http://creativecommons.org/licenses/by/3.0/). 
